autonomous intrinsic features but rather on the cultural attitude toward it.
Finally, unlike written literature, music, and fine art, folklore forms and texts are performed repeatedly by different peoples on various occasions. The performance situation, in the final analysis, is the crucial context for the available text. The particular talent of the professional or lay artist, his mood at the moment of recitation, and the response of his audience may all affect the text of his tale or song.
Thus, definitions of folklore have had to cope with this inherent duality of the subject and often did so by placing the materials of folklore in different, even conflicting perspectives. In spite of this diversification, it is possible to distinguish three basic conceptions of the subject underlying many definitions; accordingly, folklore is one of these three: a body of knowledge, a mode of thought, or a kind of art. These categories are not completely exclusive of each other. Very often the difference between them is a matter of emphasis rather than of essence; for example, the focus on knowledge and thought implies a stress on the contents of the materials and their perception, whereas the concentration on art puts the accent on the forms and the media of transmission. Nevertheless, each of these three foci involves a different range of hypotheses, relates to a distinct set of theories about folklore, and consequently leads toward divergent research directions.
However, since knowledge, thought, and art are broad categories of culture,
folklorists have had to concentrate mainly on distinguishing their subject matter from other phenomena of the same kind. For that purpose, they have qualified folklore materials in terms of their social context, time depth, and medium of transmission. Thus, folklore is not thought of as existing without or apart from a structured group. It is not a phenomenon sui generis. No matter how defined, its existence depends on its social context, which may be either a geographic, linguistic, ethnic, or occupational grouping. In addition, it has required distillation through the mills of time. Folklore may be "old wine in new bottles" and also "new wine in old bottles"s but rarely has it been conceived of as new wine in new bottles. Finally, it has to pass through time at least partially via the channels of oral transmission. Any other medium is liable to disqualify the material from being folklore.
Further, folklorists have constructed their definitions on the basis of sets of relations between the social context, the time depth, and the medium of transmission on the one hand, and the conception of folklore as a body of knowledge, mode of thought, and kind of art on the other, as illustrated in the following First it refers to the average, unexceptional thought that lacks any marks of individuality, "conventional modes of human thought."'17 Secondly, it implies the particular thinking patterns of primitive man, as they were conceived by early folklorists and anthropologists. Edwin Sidney Hartland, for example, defined tradition, the subject matter of the science of fairy tales, as "the sum total of the psychological phenomena of uncivilized man."18 In that sense, folklore is "the expression of the psychology of early man" as it concerns any field, either philosophy, religion, science or history.
All these aspects of thought are represented collectively in people. The conception of a special mode of thinking p people was developed by L&vi-Bruhl as "the collective re as other social facts, is a manifestation of this particular m presses the particular mystique that characterizes primitive ception of natural and social reality. Although L6vi-Bruhl's accepted without reservations, they still serve as a basis for exemplified in Joseph Rysan's, "Folklore can be defined fications of basic emotions, such as awe, fear, hatred, rever part of the social group."19 When the principle of collectivity or communality is ap of folklore as art, reference is made particularly to the crea Two concepts have been developed in that regard: comm creation. The first-whose main exponent in America w implies that folk songs, especially ballads, are a product o This notion, long discarded, is not as absurd as Miss Lo liked us to believe.21 Although its particular application to t is rather doubtful, it is possible to conceive of such a proces kinds of folklore. Paul Bohannan reports a case of com decoration of a walking stick and of other objects. Many including the anthropologist himself, contributed to the fo pieces.22 Some of my own informants, composers of so Midwestern Nigeria, admitted readily, and without per difficulties such admissions impose upon us, that they alone, but that the group of singers to whom they belon wards until everybody was pleased. However, by now th creation has been completely discarded from any definit placed, when applicable, by the concept of communal re-c for example, incorporated the concept explicitly into his def Actually this process is implied in the notion of oral tra ability of the text. The concept of re-creation differs from in regard to the duration of the creative moment. The m remains the same: verbal art is the sum total of creation over time. Actually, when this hypothesis itself is challen sive creativity is introduced. Accordingly, the audience reac of the act of creation as the active imagination of the folk art By its very nature, the notion of communal re-creation in betweeen folklore and a second factor-time depth. The p In order to discern the uniqueness of folklore, it is first necess existing perspective we have of the subject. So far, most defi ceived of folklore as a collection of things. These could be either odies, beliefs, or material objects. All of them are completed p lated ideas; it is possible to collect them. In fact this last char at the base of the major portion of folklore research since its lection of things requires a methodological abstraction of ob actual context. No doubt this can be done; often it is essential poses. Nevertheless, this abstraction is only methodological a confused with, or substituted for, the true nature of the entities definition of folklore on the basis of these abstracted things is b the part for the whole. To define folklore, it is necessary to nomena as they exist. In its cultural context, folklore is not an ag but a process-a communicative process, to be exact.
It should be pointed out that this conception of folklore dif from previous views of folklore as a process. Focusing upon transmission, modification, and textual variation,35 such view dichotomy between processes and things. They stressed the tr jects in time and society and allowed for a methodological and tion between the narrators and their tales. Folklore is the volves creativity themselves. Folklore in that sense is a social interaction via the art media and differs from other modes of speaking and gesturing. This distinction is based upon sets of cultural conventions, recognized and adhered to by all the members of the group, which separate folklore from nonart communication. In other words, the definition of folklore is not merely an analytical construct, depending upon arbitrary exclusion and inclusion of items; on the contrary, it has a cultural and social base. Folklore is not "pretty much what one wants to make out of it";37 it is a definite realistic, artistic, and communicative process. The locus of the conventions marking the boundaries between folklore and nonfolklore is in the text, texture, and context of the forms, to apply Dundes' three levels for the analysis of folklore in somewhat modified form.38
The textual marks that set folklore apart as a particular kind of communication are the opening and closing formulas of tales and songs and the structure of actions that happen in-between. The opening and closing formulas designate the events enclosed between them as a distinct category of narration, not to be confused with reality. As the Ashanti storyteller states most explicitly, "We don't really mean to say so, we don't really mean to say so," referring to the imaginary nature of the story."9 Tales, however, do not necessarily relate to denotative speech as fiction does to truth. A folkloristic historical narrative, such as a legend,40 is nevertheless formally distinct from a chronology of events. This contention, admittedly, requires further research. However, the phrase "it is like in a folktale" -which people employ whenever reality duplicates the sequence of actions in an artistic narration-attests to the awareness of a particular folktale structure. Also, other genres such as proverbs and riddles have distinct syntactic and semantic structures that separate them from the regular daily speech into which they are interspersed. Furthermore, these artistic forms are culturally recognized categories of communication. They have special names or identifying features distinguishing them from each other and from other modes of social interaction, pointing to the cultural awareness of their unique character. Similarly, the acceptance of the possible disparity between the analytical and the cultural views in regard to processes of social interaction permits the extension of the scope of folklore beyond the limits imposed upon it by the concept of verbal art. As an artistic process, folklore may be found in any communicative medium:
musical, visual, kinetic, or dramatic. Theoretically, it is not necessary for the people themselves to make the conceptual connection between their melodies, masks, and tales. From the cultural point of view, these may well be separate phenomena unrelated to each other and not even existing in the same situation. Sufficient is the cultural recognition of their qualitative uniqueness in relation to other modes of communication in the respective media of sound, motion, and vision. The factor of rhythm changes human noise to music, movement and gesture to dance, and object to sculpture. Thus, they are artistic communication by their very essence. Furthermore, they are recognized as such by the people, since there are definite contexts of time and place in culture in which these actions are permissible. In the case of music and dance, there is no need to differentiate them from nonart communication. Their artistic qualities are intrinsic and essential to their very existence. There is, however, some necessity to distinguish these media as folklore. The distinguishing factor would be the particular social context of folklore.
As a communicative process, folklore has a social limitation as well, namely, the small group. This is the particular context of folklore. The concept of the small group, so popular among sociologists in the early fifties,42 somehow bypassed the ranks of folklorists, who preferred the more romantic, even corny, term "folk." Since, in America at least, the connotations of marginality and low socioeconomic status that once were associated with the term "folk" have long been abandoned,43 the concept of "folk" has become almost synonymous with the group concept. A group is "a number of persons who communicate with one another, often over a span of time, and who are few enough so that each person is able to communicate with all the others, not at second-hand through other people, but face-to-face.""4 A group could be a family, a street-corner gang, a roomful of factory workers, a village, or even a tribe. These are social units of different orders and qualities, yet all of them exhibit to a larger or smaller extent the characteristics of a group. For the folkloric act to happen, two social conditions are necessary: both the performers and the audience have to be in the same situation and be part of the same reference group. This implies that folklore communication takes 42 For a critical survey of these studies see Robert T. Golembiewski, The Small Group: An Analysis of Research Concepts and Operations (Chicago, 1962 It is necessary to remember at this point that even when or musical style is known regionally, nationally, or interna istence depends upon such small group situations. In the their audience and relate specifically to them, and the former and react to his particular way of presentation. Of often relative to the size of the general reference group regional reputation may entertain people whom he does as he knows the people in his own village. Yet, even in s formers and the audience belong to the same reference same language, share similar values, beliefs, and backg the same system of codes and signs for social interactio folklore communication to exist as such, the participant uation have to belong to the same reference group, one the same age or of the same professional, local, religious, o theory and in practice tales can be narrated and music can Sometimes this accounts for diffusion. But folklore is true it takes place within the group itself. In sum, folklore is a small groups.
Two key folklore terms are absent from this definition, oral transmission. This omission is not accidental. The cu a sanction is not necessarily dependent upon historical fact a rhetorical device or a socially instrumental conventio narrative content concerned with olden times with the cul historicity of tales necessitates a presentation of the storie down from antiquity. Further, in past-oriented cultures, t may be instrumental to the introduction of new ideas; and vehicle for that purpose. Thus, the traditional character of quality, associated with it in some cases, rather than an ture of it. In fact, some groups specifically divorce the no certain folklore forms and present them as novelty instead lore of children derives its efficacy from its supposed consider their rhymes as fresh creations of their own riddles have to be unfamiliar to the audience. A known rid terms and cannot fulfill its rhetorical function any more.
appear from circulation exactly because they are trad such by the members of the group. 46 In both cases the traditional character of folklore is an an a scholarly and not a cultural fact. The antiquity of the lished after laborious research, and the tellers themselves a of it. Therefore, tradition should not be a criterion for th in its context. 
